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Abstract 
Language of expression in sketches which are products of an intellectual model of a design is influential on perception and 
evaluation of the product. Since figurative art and abstract art use different languages of expression, relayed message in each case 
has a different effect on the receiver; this is the nexus of figurative art and abstract art discussions. In figurative art, the message 
desired to be communicated contains no connotation and therefore is direct, it is as it is, i.e. a picture of a vase with flowers in it. 
In abstract art, the message desired to be conveyed by the designer is meant to contain various secondary connotations - as in 
Wassily Kandinsky and Kasimir Malevich’s studies or as in reflections of abstraction in Constructivism and in De Stijl, etc. In 
this study the language of abstract art which is supposed to convey multiplicity of meanings is proposed as indirect way of 
thought process. When a designer initiates the thought process in an indirect way, there is a higher chance that the rich and 
complex language of resulting product will be more thought provoking and loaded with multiple meanings. This article is based 
on the assumption that “indirect thinking and expression” may improve creativity in design education. We discuss some 
exemplary applications of this approach and argue that it may open new horizons for a designer and may inspire a designer for 
different and novel solutions.  
© 2010 Published by Elsevier Ltd. 
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1. Introduction 
 
    Besides teaching basic principles of design, another important goal of basic design course and design studio is to 
improve students’ skills to perceive, interpret and communicate the world and facts differently. Basic target of these 
courses is providing technical information on drawing, modeling and like skills as is the case with the basic design 
education in many schools of architecture since Bauhaus.  
    While drawing and other expression techniques mainly focus on teaching how to express design products in the 
language of architecture, basic design education focuses on design elements and design principles that combine 
them. As mentioned above, “to perceive, interpret and communicate the world and facts differently” is one of the 
important and main goals of design education which can only be attained through “creative thinking” and “creative 
expression”. Therefore, one of the main goals of basic design education is to foster “creative thinking” of students 
and to abet their talent and skills in this respect. Since the beginnings of design education, increasing creativity has 
been subject of some discussions and the focus has been on helping students to gain this skill by various techniques.     
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In this article, we discuss vehicles of “thinking” and “expressing” in the context of “creativity”. We start with the 
assumption that indirect rather than direct “thinking” and “expression” increase creativity. To support it, we discuss 
several examples chosen from various branches of art and we document our study concerning works of first year 
design students in an architectural project class.   
    Although here we follow the methods of deduction and induction in general, our overall method goes beyond 
these as it overcomes some of the difficulties that they face in the field of application and in the instant of research. 
Since architecture is an applied science and an art at the same time, the main assumption of the study can be tested 
merely in practice. To this end, we design an experiment where students are given tasks that involve indirect 
“thinking” and “expression” and then we evaluate their works using creativity as a measure. We argue that there is a 
significant correlation between the two.  
    The method of this research despite making use of deduction and induction involved in scientific thinking should 
basically be understood as ‘research into practice’, advent of which is caused by ambiguous and uncertain 
relationships of theory/practice dilemma in architectural theory and by the ambiguous research outputs in the arts. 
Inability of theories in design disciplines to control the practice of design led design researchers to the opposite 
direction; research into practice, with the assumption that practice might shed better light to arts and design 
understanding, and might improve the overall knowledge2  
    The content of the basic design education and our expectations of it necessitate readings and interpretations of 
practice and soundness of them rely heavily on convincing arguments. And, this is exactly what we intend to do 
here. 
 
2. Creativity and Design Education 
 
    Creativity is considered a skill and is therefore thought that it cannot be improved. However, there are differences 
between creativity and skill. Skills might be hereditary (Denel, 1981, 11). But creativity is conceiving and resolving 
problems from a different point of view, thus it can be taught and improved. Creativity is to be able to look at any 
kind of problem and its proposed solutions in different ways, as well as to be able to produce multi choice solutions 
in a short period of time (Denel, 1981, 11).  
    Torrance describes creativity, ‘as the contribution of original ideas, a different point of view or a new way of 
looking at problems’ and defines creativity as ‘a successful step into the unknown, getting away from the main 
track, breaking out of the mold, being open to experience and permitting one thing to lead to another, recombining 
ideas and so on’ (Torrance, 1969). Gary defines the components of creativity as; ‘self-actualization, barriers and 
blocks, definitions and theories, the creative process, and increasing your idea-finding capability’ (Davis, 1999).   
    From what has been said so far, we can summarize the common components of creativity as being unique and 
original, developing different points of views and coming up with unprecedented ideas and that creativity is a skill 
that can be improved through education. Recent studies show that important steps have been taken to improve 
creativity both in design fields and in other areas and creative problem solving techniques are applied in classes and 
various courses (Jilk, 2002). 
    In  order  to  be  able  to  produce  original  ideas  in  design  education  and to  be  able  to  effectuate  these  in  life,  it  is  
necessary to present original design problems that will lead students to think innovatively. Learning to see and 
interpret a case, an object, or a concept in an uncommon way will help them become more creative.    
    Many researchers have developed some models for developing the creativity. Some of these have taken their 
place in design world as “problem solving model in design education” (Osborn, 1953; Parnes, 1967; Parnes, 1987; 
Torrance, 1972; Alexander, 1964; Pena, 1977) 
    AkÕn states that; “Design creativity and expertise often exist simultaneously. Forms of expertise well documented 
in the literature include recognizing a creative solution: structuring and restructuring of the solution domain; and the 
 
2 A conference on this issue was held on the 31st of October 2008 at the Royal Society of Arts, London: 
http://sitem.herts.ac.uk/artdes_research/res2prac/confhome.html  
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transformation of declarative into procedural knowledge during expertise acquisition. To relate these arguments to 
creativity requires further research which is justifiable based on our current knowledge” (AkÕn, 1990, 107).  
    Researches show that certain background knowledge and culture are necessary for creativity.  In this study, we 
emphasize the advantage of “indirect expression”-i.e., indirect way of thinking and expressing a thought via 
concepts and sub-concepts as a way of improving creativity.  
 
3. Thinking, Expression and Language 
 
Expression can be defined as “assimilation, design, reminiscence, symbol, form, comparison” (Hançerlio÷lu, 
1993, 290). According to Yücel expression means ‘making something visible/observable via appropriate tools’ 
(Yücel, 2004). This is reverberated by Paker as ‘communication tool for expressing a design idea or in a more 
general sense as a language for communicating a thought’ (Paker, 2004). Yet for some, it is not an expression media 
alone but a language of thought (Savaú, 2004; Hewitt, 1985). 
Design activity itself is a relation between thought and expression. It is impossible to consider design activity 
separated from the activity of thought.  Consequently, when there is an activity of thought there is also an activity of 
expression. In design activity, this could be a sketch/preliminary study, a three dimensional model of the space 
itself. In any case, what is being expressed is the “thought”. 
In  a  similar  way,  various  tools  (words,  figures,  pictures,  drawings,  etc.)  can  be  used  in  the  expression  of  a  
thought.  These tools can be images, plans, sections, perspectives, etc, and various simulation models, i.e. cad 
applications, etc. However the main tool used for expression of a thought in design media is drawing.  
Briefly put, everything designed is a product of an idea. Just like spoken language, expression can be either direct 
or indirect depending on tools that are chosen and the way they are combined. So, when a designer expresses a 
thought, he/she can use abstract or concrete expressions. Since drawing has been an element used in the expression 
of various thoughts for centuries use of drawing have become an important tool in either type of expression in 
design. Even in prehistoric eras, the use of drawing has been established on cave rocks and dolmens. Moreover, it 
has been also known that the path that goes to abstraction in art with schematic expression by use of drawing was 
born in the Old Stone Age and continued evolving along the history (Turani, 1992). Drawing as a way of self 
expression that had started in the prehistoric times has evolved to date. With the help of drawing, people have 
formed various signs and symbols and communicated by means of them. The hieroglyph, the first literary language, 
is composed of symbol sets derived from nature by way of mimesis (Lassau, 1989). 
It is possible to say that character of drawing is also important in transmitting of ideas into images through 
drawing. Lines going upward imply life, vitality, and existence where as lines oriented downwards imply death, 
lifelessness, and nonexistence.  Architectural elements such as columns, obelisks, and towers can be interpreted as 
vertical drawing elements. Shapes of buildings can be linear, two parallel lines can form a surface, and recursive 
parallel lines describe a surface (Ching 1979). 
With the aid of drawing, natural or artificial environments can be meaningfully expressed on a paper plane. A 
diversity  of  things  such  as  a  building  or  a  flower,  sadness  or  happiness  can  all  be  expressed  by  drawings.   In  
architecture, drawing is mostly used for technical expressions such as a plan of a city, a plan of a building, their 
cross sections and appearances, and various perspective expressions. Furthermore, drawing can be used as an 
abstract expression of a design idea, an emotion or an event at the beginning of design activity. 
Depending on the use of drawing and other tools, expression may be different. This is because of the way how 
tools  are  used  in  expressing  a  thought.  That  is  to  say,  when  an  event,  a  situation,  or  an  object  is  desired  to  be  
expressed in a direct way, tools that are used in expression are different than the ones that are used in an indirect 
expression.  By and large, these ways of expressions are called concrete or abstract expressions depending on the 
manner of choice.   
There are many examples of tools that are used for expression in various branches of art. In literature, words are 
used as a way of expressing thoughts but in design drawings, sketches, graphs, conceptual works, three dimensional 
models, or spaces themselves are used for expression.  
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In this regard, we can say that architecture has its own language. Some researchers say that ‘the aim of 
architecture is not to construct linguistic ideological buildings but to build concrete spaces... language involves 
understanding but space involves apprehension” (Özgün&Ocak, 1997). However, this view overlooks the fact that 
concrete spaces may and do have rich phenomenological connotations and lend themselves to linguistic 
interpretations. Moreover, given the assumption that design activity is “the expression of a thought”, it follows that 
it has its own language.  
    Since  the  power  of  imagination  is  very  high  and  the  play  is  an  expression  tool  in  childhood,  expression  of  a  
thought or an imagination begins in early years. The object of expression is sometimes a house, sometimes a castle, 
but it is essentially the representation of apprehension. These expressions mostly contain meanings that go well 
beyond mimicking the real world. With regard to implications and messages, Thomas Moore`s “Utopia” is a striking 
example of an indirect expression of an imaginary world in literature (Moore, 1997). 
    One of the products of a study in the context of  “Design development by repetition and multiplication of a space 
slice” problem in music, architecture, and space relations workshop titled “vibrations and lines in Babylon” held in 
December 2003 østanbul, yields a striking example of representation of an idea through a message. 
 
 
 
Figure 1.Cenk Dereli, Music-Architecture-Space (URL 1) 
 
    Designer Dereli expresses himself as follows; “In order for a designer to communicate what is in his mind to 
another person, first he/she needs to make some assumptions and describe the inputs. Lines are used for 
visualization of sound. I can say that I composed sound propagating as waves by multiplying the 5 lines on which 
music notes are written. Again, I assumed that these lines run in both directions so that the idea could be visualized” 
(URL 1).  
    What we see here is an expression of an idea by “indirect” way and by the use of drawing as a tool in the context 
of “music-architecture-space relation”. The designer uses lines for the visualization of sound and treats “space” 
theme by bringing in three dimensional effects into the drawing.    
 
4. Direct Expression vs. Indirect Expression 
 
    Tools chosen to communicate an idea are also the tools of expression since all communication involves some sort 
of expression. Modes of expression then can vary depending on the use of these tools.  Drawing or all other ways of 
communication used in expression may either contain implications, messages, associations, or they may simply be 
used as tools for directly communicating an idea or a thought. The latter is said to be a “direct” expression in a study 
or in an art work.  Thus, direct expression engages mimesis (images-reflections) and indirect expression involves 
implications (or associations-evoking).   
    In this study the concept of direct expression is used in the sense of “mimesis” that appear in the works of Platon 
and Aristotle. Imitation is the corpus of Platon’s philosophy of art.  According to Platon, what art reflects is not 
truth, real ideas, but objects that are copies of ideas (TunalÕ, 1979; TunalÕ, 1983). Art represents such an activity of 
reflection.  
    According to Platon, “mimesis” or “imitation” can only reflect appearances but not the reality behind them. On 
the other hand, for Aristotle, mimesis does not only imitate objects but represents them as they should be (Alkan, 
2001). Although Aristotle professes that mimesis is not mere imitation or copying, in this study direct expression is 
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used in the sense of imitation or copying (TunalÕ, 1983; Aristoteles, 2001). On the other hand, indirect expression in 
this study refers to implications or associations of a thought in the mind-facts, objects or situations are represented 
as they are interpreted in the mind.  
    In figurative art, an object represents an ideal type and the goal in art works is to appreciate this ideal type and to 
imitate it as closely as possible. In abstract art, however, an object is not considered to have a clear cut image ready 
for reproduction. The artist has to imagine and decide anew at every other occasion. Indirect expression opens up 
new horizons in representing and expressing unprecedented before in abstract art. In terms of creativity abstraction 
is superior to figuration; it demands challenge (TunalÕ 1983; Ando 1991). 
    Lenoir after rendering his views on abstraction states that “Abstraction is not eradicating a certain world without 
even bothering to transform it or dislocating forms indiscriminately; it is replacing forms which represent something 
with those which actually say something. Abstraction is another word for creation” (Lenoir, 2003, 195).  
    Here, we try to establish via experimental studies that indirect expression as an abstract art, which may be thought 
as implications or associations, may have important contributions to creativity.  
    From the above mentioned discussions, it is clear that “abstraction” and “expression” are associated with creative 
thinking. In architectural education methods of abstraction can perhaps be taught to students so that they can be 
employed in solving architectural problems during the period of education and afterwards.  
    In this paper, we focus on the ways which a designer chooses to express an idea or a thought and hypothesize that 
indirect expression enhances creativity especially in the beginning of design education. By providing some 
examples for investigation and exploration purposes we argue that indirect expression can improve communication 
of thoughts, impressions and even feelings and by doing so might have a very positive effect in arriving appropriate 
and novel solutions. 
 
5. Direct and Indirect Expression in Arts and Architecture 
 
    In literature the thought is expressed linguistically, in architecture and in some other branches of art the thought is 
expressed through drawing.  That is to say, the instrument used is “drawing”.  Drawing in art can be enriched by 
elements  such  as  color,  texture,  pattern,  surface  etc.   Expression  of  thought  in  all  branches  of  art  can  be  either  
“direct” or “indirect”. When direct it conforms with concepts such as mimesis, reflection, simulation and imitation; 
when indirect it engages in concepts like implication, message, association evoking and fantasy. To clarify the issue 
further examples of indirect expression from different arts can be provided as below. 
 
5.1 Poetry 
 
    To exemplify indirect expression of thought in poetry below example from Orhan Veli KanÕk is excellent; 
 
INSIDE 
We have seas under the sun,  
We have trees full of leave,  
We go back and forth day and night between our seas and trees in poverty.  
 
    The main theme in this poem is poverty. However, the poet describes poverty as opposed to prosperity and the 
main tools he uses are simple words, actually.  
 
5.2. Caricature 
 
    Caricature is another art where thought is relayed through drawing. Alsaç thought that ‘caricature is the art of 
finding unnatural, conflicting and humorous sides of peoples, substances, events and even emotions and thoughts 
and transforming them into humorous expression with exaggerated drawings’ (Alsaç, 1999). 
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Figure 2.Caricatures, (URL 2) 
 
Due to these characteristics, in caricature mostly indirect expression is used. The message desired to be 
communicated is relayed via a humorous interpretation and in a thought provoking way, while caricature itself also 
harbors a thought. Caricatures may seem figurative as those above but ideas extracted from are abstractly formed 
due to stressed or exaggerated forms. Özer eloquently explains this situation; “Caricature is the art of 
communication. That is to say, drawing is the art of expressing a thought via humor. A caricaturist is the person who 
expresses what he/she desires to say by drawing, just like an author writing a story, a musician composing, or a poet 
writing a poem. Caricaturist uses humor, exaggeration in his expression, makes surprising imitations and he/she says 
what he/she wants to say concisely” (Özer, 2009, 1). 
 
5.3. Graphic Art 
 
Indirect expression is also one of the common methods used in graphic art works. 
 
 
 
 
Figure 3.Human Faces (ùenyapÕlÕ 1996) 
 
    Here an abstract human face expresses emotions. Faces may equally belong to a man or a woman. This is not 
important in abstraction as long as the figure is perceived as “human face”. Through very simple and minor touches 
humans are perceived as smiling, sleepy, blinking, sad or confused. 
 
5.4. Painting 
 
    Direct and indirect expressions are also used in the art of painting. Although Velazquez`s painting appears to be 
an example of direct expression, its content has a way of expression which has been the subject of debates for many 
years.  
    “This work had been named differently at each time period and had been evaluated in different ways; but, the 
inner reality and function of the work is quite different. Although it has been known as profoundly realist work 
which captures an instantaneous image, it is essentially the exact ideological reflection of its era having inner 
meanings and functional roles” (Beksaç, 2004, 2). 
    Nevertheless Velazquez’s work bears direct reference to objects and therefore visually it is a direct expression 
mode. By contrast, Picasso’s representation with similar content is regarded as an example of indirect expression 
due to his use of tools which give way to quite different associations.  
    We can mention Champaigne and Dali among artists who reach different interpretations by treating the same 
theme with different tools in painting. 
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                          Figure 4. Velazquez, Las Meninas (URL3)                                   Figure 5. Picasso, Las Meninas (URL 4) 
 
    “This work had been named differently at each time period and had been evaluated in different ways; but, the 
inner reality and function of the work is quite different. Although it has been known as profoundly realist work 
which captures an instantaneous image, it is essentially the exact ideological reflection of its era having inner 
meanings and functional roles” (Beksaç, 2004, 2).  
    Nevertheless Velazquez’s work bears direct reference to objects and therefore visually it is a direct expression 
mode. By contrast, Picasso’s representation with similar content is regarded as an example of indirect expression 
due to his use of tools which give way to quite different associations.  
We can mention Champaigne and Dali among artists who reach different interpretations by treating the same 
theme with different tools in painting. 
 
                                                        
 
                 Figure 6. Last Supper, Philippe de Champaigne (URL 5)                 Figure 7. Last Supper, Salvador Dali (URL 6) 
 
    In these two works, different expression and expression languages arise as a result of using drawing, texture, 
color, and pattern elements differently. While Champaigne`s painting invokes direct interpretation Dali`s painting 
invokes implications and associations. The same scene turns into two different end products through different 
elucidation and use of different techniques for the same theme.   
 
5.5. Virtual Art and Architecture 
 
Works produced in virtual media may also imply an indirect expression of a situation, a concept, or an event. 
 
                                  
 
                  Figure 8. Laurie Anderson, Zero Gravity (URL 7)      Figure 9. Daniel Sandin, Cave, 1992 (URL 8) 
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    The designer expresses gravity free field as in Figure 9 and explains his work as follows: “You're walking and 
you don't always realize it, but you're always falling. With each step you fall forward slightly and then you catch 
yourself from falling. Over and over you're falling and then catching yourself from falling. This is how you can be 
walking  and falling  at  the  same time” (URL 7).  Drawings  and objects  are  as  if  they  are  floating,  it  seems that  a  
medium is created where walking and falling is possible at the same time. The created medium is a product of pure 
thought and the language of expression is indirect. In the figure 10, metaphor of cave is reinterpreted. Designer 
expresses himself as follows; “The suspension of disbelief, so critical to the overall effect of virtual reality, is 
enhanced by the specific qualities of the cave’ s interface, which is, in fact, a small room of about three cubic 
meters. After entering the room, the user finds himself surrounded by projected images that are seamlessly 
synchronized  on  three  walls,  as  well  as  on  the  floor.  It  is  like  stepping  onto  the  stage  of  a  virtual  theater.  The  
immersive experience of the cave was intended as an allusion to Plato's cave; its multiple screens and surround-
sound audio evoke the metaphor of a shadowy representation of reality, suggesting how perception is always filtered 
through the mind's veil of illusion” (URL 8). 
    Works of some of the artists and theoreticians called transarchitects can also be interpreted as indirect expression. 
For example, Marcos Novak who is considered to be one of the pioneers of virtual architecture is one of those 
transarchitects.  He describes his “Liquid Architecture” work as follows: “Liquid architecture is an architecture that 
breathes, pulses, leaps as one form and lands as another... It is architecture without doors and hallways, where the 
next room is always where I need it to be and what I need it to be” (Novak, 1991, 272). 
    Pimenta says “Marcos Novak appears at our face.… He uses algorithms, originally created for music, elaborating 
a “liquid and navigable” transarchitecture. Novak is not only a brilliant architect; he is also a philosopher of space 
and time” (Pimenta, 1997, 3). 
 
                                    
 
Figure 10.Marcos Novak, Liquid Architecture (URL 9) Figure 11.Marcos Novak, paraCube1gv3 (URL 10) 
 
    Both of these works which are virtual architecture products are termed “architectural cybertheory”.  They are 
works of indirect expression certainly because they are products of an idea, based on a theoretical foundation and 
use virtual media to express an idea.   
 
5.6. Architecture 
 
  Also, method of improving creativity studied here has been tried in different design schools with some variations.  
In this example, the importance of creativity and visual thinking is emphasized and supported by presentations from 
student’s works. This work deals with what conceptual drawings are and highlights the relation between this kind of 
drawings and end products and creativity (Moore, 2003). 
     In her work, Moore explains her views about visual thinking and creativity as follows:  “Implicit in accounts of 
the drawing process is a set of well-established and interdependent assumptions about the nature of intelligence and 
thought…Visual skill is not an inaccessible, intuitive or subconscious mode of thinking or even a mystical gift in 
need of nurturing This is an analytical, critical skill, requiring familiarity with and knowledge of the forms and 
practices of a discipline. Whether we are reading a book on mathematics or philosophy or art, or looking at 
Calatrava's drawings, we try to understand our responses, feelings and reactions to what we see…Fundamental to all 
is  the  premise  that  there  is  something  called  visual  thinking,  which  is  not  only  separate  from verbal  thinking,  but  
also the repository of creativity… In developmental psychology, drawings are thought to record not only visual 
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impressions, but also to be a means of measuring the visual skill of the child. When it comes to the conceptual 
sketch, the relationship between drawing and visual thinking is thought to be even more straightforward” (Moore, 
2003, 2). 
    Goldschmidt asserts that ‘conceptual sketching is not a mere reflection of visual thinking, in fact it is visual 
thinking’ (Goldschimidt, 1994). Tversky advocates sketches and drawings in the formation of spatial schemas in 
mind (Tversky, 2002). Bradley talks about formation of first year students` design concepts via matching them with 
examples selected from art of painting and discloses that his applications are implemented to realize the following 
goals; 1. Exploration of a three-dimensional product as a metaphor of a two-dimensional image, 2. Realization of the 
essence of a particular historic context in a newly interpreted design, 3. Revelation of philosophical ideas shared by 
interior design and fine art (Bradley, 2001). 
    Figures 12-13 are produced in accordance with these goals in the department of interior design. The images 
establish comparisons and contrasts between the original painting of the master artists and the inspired three-
dimensional metaphor of the student's design project. As Bradley underlines connections between interior design 
and its allied disciplines, particularly those of art and architecture, are made continuously throughout the major in 
his school for training in abstraction (Bradley, 2001). 
 
                                
 
             Figure 12.Interpretation of Klee's Forest Witches (URL 11)                        Figure 13.Interpretation of Kors's Untitled (URL 11) 
 
    Oxman’s hypothesis is that; “Learning in design is the acquisition of the cognitive ability to manipulate the 
representations of design knowledge, to acquire basic schema in design thinking, to understand knowledge 
structures and to be able to manipulate characteristic strategies of design thinking such as generic and typological 
design, adaptive design, analogical thinking and creative exploration. That is, the cognitive attributes of design 
cognition and learning can become the content of design education” (Oxman, 1999, 110).  
6. Indirect Expression: As a way of Developing Creativity: Examples from KTU Department of Architecture-
Design Studio 
    In the light of the discussions above, contribution of thinking via indirect expression to creativity is discussed 
through supporting examples from works carried out by the first year students of architecture3. The problem given to 
students for the second semester of the first year at KTU Department of Architecture was “lived lighthouse”. The 
problem was presented to students in an “indirect way” and they were asked to express lighthouse-life relationships 
indirectly. Some paragraphs from the text presented to students were as follows: 
 
LIGHTHOUSE 
A lighthouse... Neighbour with ocean forever. Is it ocean that needs lighthouse more than lighthouse needs her? Or is 
lighthouse an indispensable lover for ocean? In daytimes, lighthouse revolts... Because his only lover is making love 
passionately to the sun right in front of his eyes. He wishes that it were always night, so that his lover will be only his 
and will find the color of the night in him... Lighthouse is small in the endless ocean, but his love is greater than the 
sun’s love for the ocean... 
 
3 The study has been realized with the KTU Dept. of Arch. 2nd semester students in 2005 and conducted by; Assoc. Prof. Dr. A. Asaso÷lu, Assist. 
Prof. Dr. N. Kulo÷lu, Assist. Prof. Dr. ølkay M. Özdemir, Dr. Asu B. Gençosmano÷lu, Dr. Ayça A. Ustaömero÷lu and Dr. Ö. øskender Tuluk. 
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    After the problem was formulated, students were expected to come up with an original idea about lighthouse and 
explicate this idea with words, concepts, and images. The project was based on this way of thinking and students 
were asked to relate products to initial ideas. 
 
 
 
Figure 14.Examples of the student’s conceptual works about the “lived lighthouse”: escape, golden ratio, infinity, etc… 
 
    Consequently, using initial ideas students produced their designs. Selected examples are from a project group and 
belong to five students out of eight whose concepts and products successfully match (fig. 15-19). 
 
 
 
Figure 15.Golden Ratio: by U÷ur Turhan 2004-2005 spring semester/lived lighthouse 
 
    As a result of his research (fig. 15), the designer finds the golden ratio concept for this project because this 
mathematical ratio has affected history of design deeply and it is considered to be pleasurable aesthetically and 
sensually; the reflection of this concept in his work shapes the “lived lighthouse” in figure 19. In the planning stage, 
both on platform plans and in three dimensional expressions, height, width and length ratios of places are studied on 
the basis of the golden ratio concept. The first expressed idea may be considered to be an example of a direct 
expression and the end product is a reflection of this.        
 
 
 
Figure 16.Wind: by Esra Güran 2004-2005 spring semester/lived lighthouse 
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    In this study (fig.16), the designer chooses the constant interaction of lighthouse and wind as a design concept. 
The physical effect of the wind is taken to be the main design criterion in forming lighthouse’s shape and in its 
spatial organization. It looks as if the wind has shaped the structural form. 
 
 
 
Figure 17.Infinity: by BarÕú Tüysüz 2004-2005 spring semester/lived lighthouse 
 
    In this work (fig. 17), lighthouse is studied in the context of the infinite interactions of the concepts “sea-night-
day-light”. Accordingly, the theme infinity is identified with a very well known form, pyramid and by remaining 
within the framework of the theme in combining spatial organization and pyramidal forms, he tries to strengthen the 
idea of infinity.    
 
  
 
Figure 18.Escape: by Yaúar Usul 2004-2005 spring semester/lived lighthouse 
 
    The  desire  of  lighthouse  (fig.  18)  to  be  away from waves  leads  the  designer  to  the  idea  of  escape. Escape is a 
desire to be away from the effects of the sea. Reflection of thought on form is revealed through reshaping toward a 
different direction that arises from the interaction of surface forms. The lighthouse contacting the sea at one point is 
an expression that strengthens the idea of escape.    
 
 
 
Figure 19.Surrounded by the Sea: by Begüm Görgün 2004-2005 spring semester/lived lighthouse 
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    In this work (fig. 19), the designer captures the theme lived lighthouse surrounded by the sea. Realization of the 
thought as a form is obtained by designing an object that consists of curved and intertwined elements. The form that 
is designed as the sea surrounding the lighthouse firstly circumscribes the living spaces and secondly the lighthouse.   
 
6. Results and Discussions 
 
    “Mimesis is not the only way of representing images and conveying meaning. The arts can depict not only what is 
seen or heard; they can also depict what is felt. This brings us to a second mode of treatment, the creation of 
expressive form” (Eisner, 2002, 16).  
    In the light of the above discussions it can be said that indirect thinking and indirect expression rather than direct 
expression is an important starting point in producing ideas and expressing them, in improving creativity of students 
in design education.  In other words, emphasis on indirect expression modes inevitably will have an effect on 
thinking processes and consequently on creativity.  Being creative is to bring in novel view points to solutions and 
products in architecture. 
    When improvement of creativity via indirect expression is encouraged, especially in the first year of design 
education, each time students come across a design problem in the following years, they might be able to come up 
with a visio-spatial idea early in the pre-design phase, and then sketch the concepts related to the major idea, 
concretize them in preliminary designs which then they probably finalize in projects.   
    Some examples from the development stage of an idea at the beginning of the semester in connection with the 
“lived lighthouse” and solutions arrived at are exemplified above. Ideas developed in an indirect way and conducive 
to produce solutions…         
    It is now possible to claim that developing and expressing an idea indirectly and later using it to shape design 
product which is experimented in this study as a design approach enhances creativity. This study shows the benefits 
of “indirect thinking and expression” via exercises carried out and results achieved by students prior to design. It 
should be communicated to students that “mimesis” is not the only way of thinking and expressing and that thinking 
in terms of “implications, connotations and associations” could be another way.  In the beginning of design 
education, students should be given as many exercises as possible on indirect expression.   
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